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Introduction
Each individual I have photographed is assuredly an unprec
edented world and any history of it as conveyed by me is only
as accurate as that which I have experienced. This is by
its very nature, a convoluted instance of fact, fiction and
interpretation. What I know of a person is often as much
a function of what I am led to believe, as what I, in my own
bias perceive to be accurate and true. Consequently, to say
this is "someone" in a photograph is impossible, no matter
how much my attention was directed toward that improbability.
However, these photographs aspire to fulfill that which Edward
Weston recognized as the portrait photographer's purpose.
"to reveal the individual before his camera, to
transfer the living quality of that individual to his
finished print .. .not, to show how this person looks, but
to show what he is."
These images are a synergistic result of interaction
with each person photographed. They speak with quiet certainty
of thoughts, feelings and experience shared by the photographer
and his subject. Each of us brought together an unique combina
tion that has never happened before or will ever quite happen
again.
It is hoped that they leave an impression on the viewer
of a content and a context that fills much more than the ground
glass of a camera.
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Annotations
I.
In its simplest aspect, the thesis proposed photographing
friends in an informal setting with an 8 x 10 view camera.
These were two aspects of critical importance to this project
that had to be faced immediately. First, I had very limited
experience with a camera of such large format. My second,
though primary concern, was would friendship weather this
commitment of both time and patience to this effort?
Once the project had commenced, I realized that I had
not fully anticipated the sitter's reaction to the process;
we discovered the imposition made by the large format camera
and the bulky tripod. In my years of experience with a 35mm
camera I had never witnessed such a pronounced reaction to
the camera. The fact that one's face is not completely obscured
by the smaller camera and that eye contact is readily maintained
made a significant difference. It seemed as if we were convers
ing from opposite sides of a crowd, barely able to communicate
between or around the annoying obstruction. Additionally,
the potential of adverse reaction from artificial lighting
only compounded this awkwardness of contrivance. It wasn't
long before I realized to what extent the quality of these
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portraits would be determined as much by my ability to dissipate
the self -consciousness of the sitter as much as anything else.
Granted there are many ways to approach portraiture;
one can be candid like Cartier-Bresson, deliberate like Avedon
or even blatantly manipulative like Scavullo. This endeavor
preferred to engage the sitter in the picture making process;
to construct a mutually satisfying result through a co-operative
effort. We tried to record what my friends could honestly
reveal in a manner I best knew how.
Each person, unique in personality, responds differently
in every instance to the climate effected by the photographer.
There is no formula that can apply to this situation where
assumption is often invalidated. Establishment of the appropri
ate rapport determines what the sitter will reveal of himself
to the photographer and the camera. It is the photographer's
prime directive to keep the mechanics of photographing from
impeding this process. Ultimately, the very substance of
the photograph is conducted by the timbre of this interaction.
Previous history of the relationship between the photogra
pher and subject played a significant role in making these
photographs. This resource of past experience seemingly should
have provided an advantage in exploring present possibilities
of portraiture. However, it unexpectedly proved a constraint
on occasion, obscuring that which was new or unfamiliar.
Recognition of the double-edged nature of this special relation
ship was vital to remain on the incisive edge.
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Often there were difficulties in arranging shooting ses
sions. Juggling large blocks of time with busy individual
schedules was by no means easy. Even if we could appoint
a time, there was no assurance that unanticipated events would
find the sitter in a mood not conducive to the task. There
were occasions when I set up the camera and lights, prepared
for an afternoon of photographing, only to realize that circum
stances made it inappropriate to take pictures. I recall
the response of Cartier-Bresson to a sitter who said, "I'm
in a hurry. How long will it take you?" "Well, I don't know,"
I answered. "A little more than a dentist and a little less
2
than a psychoanalyst." I often felt my responsibility as
a friend came before my role as a photographer. Consequently,
a considerable amount of time was spent that never resulted
in a photograph. However, the cumulative effect of each session
is realized in the final prints. As portraits, they are com
plete and resolved; future photographs of the same individual
will be as different as one's capacity to change and grow
dictates. In a sense, the notion of "the definitive portrait"
denies the mutability of human spirit which fosters its vitality.
"The still-life we may photograph when we please, taking
as long as we please: it will remain appropriately still
and unchanging, demanding no consideration. In contrast,
the human subject knows neither rest nor sameness. Instead
it presents a shifting tide of expression in which no
look or gesture is ever repeated or even "held," since
in the very moment it is present it is in the process
of becoming something else."3
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II
The evolution of technical ability with a large format
camera was paramount to the successful completion of this
project. At the time of its proposal, I had only limited
experience with an 8 x 10 view camera and little of it had
been devoted to the photographing of people. Not until many
boxes of film later did I no longer feel tethered by my tools.
Once unencumbered by the physical functions of the camera
itself, my accumulated ability began to reveal a whole new
realm of possibilities and problems. I was freed to go beyond
the simple process of mere recording; the circumstances now
demanded attention to the far reaching concerns of seeing
and interpretation. Looking at the world through a ground
glass it never appeared so clear; I was afforded a more refined
point of view than I had ever experienced.
Gestures and mannerisms of friends had become assimilated
by me over the years, now they spoke with renewed prominence.
They shaped a complex language, unique to each individual,
of physical movement in counterpoint with uttered words. I
began to use less of the possessions and paraphernalia of
the person portrayed. Surrounding the individual with symbolic
objects actually seemed to confound the effort to illuminate
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his character. I found it possible to show more of a person
without all the clutter. This is more evident in the later
photographs, though the environment is more spartan in appear
ance, I feel the portraits are ultimately more revealing.
What one sees is often more authentic than what is heard;
words are belied by expression and gesture.
The 8 x 10 camera slowed the rate at which exposures
were made yet that should not be construed a restriction. It
tended to relieve the photographer and subject from the oblivion
imposed by the normally relentless progression of time. The
camera provided a structure, not unlike form in poetry, within
which one explores sensibility and brings it into focus.
It produced a quiet and conscious revealment by the sitter
to a patient and persistent photographer.
Consider the portrait of Mike Lesko holding an apple
core (see slide #18). The February afternoon light streamed
through frosted southern windows providing ideal illumination.
After some hours of shooting, Mike took a break while I set
up the next shot. He returned with an apple and renewed his
position before the camera. His gesturing with the apple
as we talked engaged my attention on the ground glass. Although
not originally intended in the shot, the apple soon evolved
into an integral part of the portrait. I cautiously waited
while the apple was consumed, allowing him to work into the
shot without becoming self-conscious. The moment was ripe
when he reached the core.
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So unnatural, it seems, to be oneself even for a second.
Life's frenzy is culpable for the uncomfortable and awkward
feeling of being quiescent; doing nothing in particular, simply
being oneself. This aspect is poignantly present when one
poses in front of a camera. Still, it is in this stasis of
reality we are afforded the opportunity to scrutinize a moment
that may reveal reality's potential.
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Ill
Preconceptions of the thesis presentation were modified
as the work progressed. The nearly two years of work devoted
to this project profited me through its duration. It afforded
me the opportunity to explore possibilities previously unconsid
ered; and though frustrating at times, caused me to more thor
oughly examine and assess those already proposed. Originally,
the thesis was to be viewed as 4 x 5 and 8 x 10 contact prints
in the third floor photography gallery of RIT. That exhibition
space was supplanted by one I felt worked more amicably with
the material. Additionally, the print format was modified.
At the suggestion of my thesis board members, I experimented
with enlarging some of the 8 x 10 negatives. The change in
size did not seem appropriate to all the images, while some
seemed to blossom, others could better maintain their intimacy
as contact prints. The final presentation included four photo
graphs enlarged to 16 x 20 (see slides 2, 6, 18 and 19) and
nineteen 8 x 10 contact prints. None of the 4x5 negatives
were employed for the exhibition.
Just as the choice of camera position, angle of view,
lighting, pose and the precise moment are considerations of
the photographer during the picture making process, the selec-
tion of prints for presentation plays a significant role in
determining the viewer's experience. The exhibition intended
to articulate the quiet intimacy of friendship. The bottom
line in this was that both the photographer and subject had
to be satisfied by the result. That still left me with quite
an editing task.
I decided that consistency of tone and timbre would avoid
confusing the viewer. As a result, brassier photographs where
design superceded the subject were excluded. Likewise, more
candid shots, including those with no eye contact, were also
eliminated. Consequently, a number of my better photographs
were not exhibited in order to present the best show possible.
Final selection was more a choice of the moment than
anything else. I doubt that I would pick exactly the same
show today, pulling from the same negatives. In a sense,
the selecting of photographs for exhibition is analogous to
the release of the shutter cable; one chooses what is most
appropriate under the circumstances.
All the photographs were done in black and white. Although
one sees in color, the final assessment is resolved in black
and white. While illustration and design lends itself quite
effectively to color interpretation; a monochromatic approach
to portraiture forces an acuity that otherwise might be glossed
over by color presentation. These portraits attempt to look
beyond superficial appearance to the marrow of the individual.
The thesis was exhibited in a privately owned gallery
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in Rochester. Special permission was obtained from the MFA
coordinator to show it at 28 Arlington, a photography gallery
operated by RIT graduate Linda McCausland. Considering that
an exhibition space imposes an atmosphere that is interactive
with the viewer and may significantly affect the impact of
the work and the viewer's response, I felt it was important
that the portraits be shown in an accommodating setting. Linda's
gallery, occupying the first floor of her house, effectively
integrated the function of an exhibition area with the congenial
comfort of home (see installation view). It provided the
appropriate environment, consonant with the content of the
photographs .
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Conclusion
The persons involved in the making of these portraits
are "much huger" than any view afforded by a camera. In this
sense, the photographs are diminutive. However, they reflect
a singular experience and vision and present it with authority.
Through their presentation they take on their own unique and
interpretive significance. Ultimately, it is the experience
they provide the viewer by which they are valuated. It is
hoped that this examination of a portion of humanity through
4
its
"particulars"
will grant a glimpse of the greater sum.
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Etcetera
I feel that photography provides an opportunity to create
a limited state of order from the chaos of sense experience.
Recollection through memory is a scant link with sensation
experienced at a particular moment. I attempt to collect
what I feel and make it sensible in a photograph. The success
ful ones are more than a prompting of recall. The extent
to which the imaginative eye of the viewer is stimulated to
new sensation is the measure of the photograph's quality.
Effective correspondence of this present experience to the
original is the intended end. Photographs that achieve this
seem to indicate a constant, quite possibly, the heart of
the matter.
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Footnotes
1. Peter C. Bunnell, ed., Edward Weston on Photography,
p. 13 5.
~ "
2. Ben Maddow, Faces: A Narrative History of the Portrait
in Photography, p. 453.
3. Bunnel, op. cit., p. 136.
4. David V. Erdman, ed . , The Poetry and Prose of William
Blake, p. 630.
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Statement of Purpose
The intent of this thesis is to produce a series of por
traits of friends who have had an impact on my life.
Background Information
I am aware that changes in my life have been influenced
through interaction with others. Although the degree and
affect may vary, I feel that this capacity of people to share
their lives with each other is something to be cherished. Together,
two persons weave the fiber of their individual selves into
a relationship of unique design. It is my intention that
the photographs will convey a quality of the experience I
have had with each individual. In this same spirit, these
photographs will be a co-operative effort and constitute foot
notes to the relationship we have established.
This relationship between the photographer and the subject
determines what the subject will reveal of him/herself to
the camera. Stieglitz
'
s portraits of Georgia O'Keefe, as
do portraits by Edward Weston, succeed in presenting the viewer
with an immediate sense of the person portrayed. Weston,
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in his daybooks wrote, "Photography's great difficulty lies
in the necessary coincidence of the sitter's revealment, the
photographer's realization, the camera's readiness .. .when
the perfect spontaneous union is consummated, a human document,
the vary bones of life are bared." (p. 162, vol. 2) This
is of great concern in my own photography and I wish to address
its challenge in this project.
Procedure
All the photographs will be taken in the subject's own
environment. The way in which one interacts with their environ
ment provides more information about the individual. I think
it also plays a significant role in the person's response
to the camera. The portraits will be taken with natural light
ing unless circumstances require additional illumination.
I plan to utilize 8 x 10 and 4x5 view cameras on this
project because I feel they tend to elicit a reflective and
often introspective response from the subject.
The completed body of work will consist of approximately
thirty black and white prints. Each person will be presented
in one or more photographs.
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Technical Data
Equipment
Deardorff 8 x 10" folding field camera
14" Kodak Commercial Ektar lens
10" Kodak Wide Field Ektar lens
240mm C.P. Goerz Berlin Dagor lens
(all lenses in Ilex shutters)
Gitzo Super Studex tripod
Gossen Luna-Pro lightmeter
II. Film
III . Paper
8 x 10" Kodak Tri-pan professional (rated at
ASA 200)
Exposure ranged from 1 sec. at f/45 to 12 sees.
at f/32
Processing: Edwal FG-7 diluted 1:15 at 75 for
7 min. (with Dagor), 8 min. (with Ektars) or
until done (inspection under #3 green filter)
water stop bath
Kodak fixer with hardener, 5 min.
1. Kodak Polycontrast F double weight
2. Exposure: contact printing with a focused colli-
mated light source and enlargement with a Durst
8 x 10" color enlarger equipped with a 360mm
Schneider Componon lens
3. Processing: Kodak D-72 diluted 1 : 2 at
70 for
2% min.
Acid stop bath
Kodak fixer with hardener, 5 min.
wash
selenium toner diluted 1:9 at
70 for 10 min.
wash
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INSTALLATION VIEW
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EXHIBITION CHECKLIST
1. Janie Stevens, Rochester, NY, March 1982
2. Allison Aller, Coquille, OR, May 1981
3. Mike Hager, Rochester, NY, February 1982
4. Mike Hager, Rochester, NY, February 1982
5. Janie Stevens, Rochester, NY, June 1980
6. Rick Gray, Rochester, NY, April 1982
7. Mike Lesko, Rochester, NY, February 1982
8. Sybille Kajewski, Rochester, NY, February 1981
9. Jeff Love and Kathy Collins, Rochester, NY, March 1982
10. Allison Aller, Coquille, OR, May 1981
11. Linda McCausland, Rochester, NY, March 1982
12. Will Stevens and Judy Decell, Eagle Lake, NY, September
1981
13. Agnes Stokes, Rochester, NY, September 1982
14. Linda McCausland, Rochester, NY, August 1982
15. Ken Nelson, Rochester, NY, June 1980
16. Mike Lesko, Rochester, NY, February 1982
17. Rick Gray, Rochester, NY, July 1980
18. Mike Lesko, Rochester, NY, March 1982
19. Linda McCausland, Rochester, NY, February 1982
20. Allison and Robert Aller, Coquille, OR, June 1981
21. Wendy Gamble, State College, PA, October 1980
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22. Agnes Stokes, Rochester, NY, December 1981
23. Jeff Love, Rochester, NY, July 1982
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